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There is a deeply satisfying rightness 
to these performances of Richard 
Strauss’s music by the Dresden State 
Orchestra conducted by Kempe. For 
though Strauss didn’t live for long in 
Dresden and never held an official 
position there, his connections with 
its musical life were closer perhaps 
than with any other city—even Munich 
and Weimar. The fact that Strauss al- 
lowed nine of his operas to be pre- 
miered in Dresden is a clear indica- 
tion of the link that still exists. 

Strauss immediately recognized the 
great advantages of Dresden as a lo- 
cation for premieres. It was and is a 
city with a practically unique cultural 
atmosphere. It has a select opera en- 
semble with famous voices as well as 
talented young artists; and an orches- 
tra which, from the close of the last 
century, has numbered among the 
leading exponents of Strauss’s art. 

The story of the link between the 
master and Dresden is one of chang- 
ing fortunes. After his volcanic break- 
through with the premieres of ‘‘Feuers- 
not,’ “Salome,” ‘Elektra’ and ‘‘Der 
Rosenkavalier’”’ (‘‘the last truly care- 
free theatrical event in pre-war Eu- 
rope, Joseph Gregor called it), there 
occurred a rift in the relationship. Yet 
Strauss dedicated the ‘‘Alpine Sym- 
phony’’ to Count Nicolaus Seebach 
and the Royal Orchestra in Dresden 
“in gratitude.”’ 

In 1921 Dresden’s Opera, now ina 
more intimate theater, once again was 
chosen for a Strauss premiere. There 
followed ‘Die Aegyptische Helena,’’ 
“Arabella,” “Die schweigsame Frau’’ 
and “Daphne.” That they were faithful 
and authentic performances was 
guaranteed by the conductors chosen 
by the composer, Fritz Busch and Karl 
Bohm to whom, with the orchestra, 
Strauss dedicated several works. At 
one time (at the Strauss Festival in 
1939), Dresden’s repertoire included 
up to ten operas and ballets. 

In a congratulatory letter on the oc- 
casion of the 400-year anniversary of 
the orchestra, Strauss expressed his 
‘deepest gratitude and admiration for 
this splendid body of artists.’’ Indeed 
he never ceased to sing the praises of 
the ‘‘dear Dresdeners,”’ and certainly 
he had the unique sound of this or- 
chestra in mind when composing. The 
magic of the Dresden Orchestra ac- 
companied him throughout his life, a 
part of his imagination and of his tonal 
invention. One of the finest celebra- 
tions in honor of the departed master 
occurred when the Dresdeners, a few 
weeks after Strauss’s death in 1949, 
played ‘‘Tod und Verklarung’”’ and 
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‘‘Metamorphosen’’ on Bayreuth’s 
“Green Hill,’ in memoriam. 

* * * 

Rudolf Kempe encountered the Dres- 
den State Orchestra for the first time 
in 1923. He was then a boy of 13 and 
a member of the audience. A year 
later he transferred from a commer- 
cial school to the Orchestra School of 
the Staatskapelle. After compleiing 
his studies there in oboe and piano, 
he spent several years as principal 
oboe in Leipzig. 

Many years were to elapse, Kempe 
had become a conductor, and Dres- 
den lay in ruins amid the ashes of 
World War 2 before he met the Dres- 
den State Orchestra again. The occa- 
sion was a performance of ‘‘Boheme’”’ 
in the Tonhalle on May 24, 1946. In 
August, 1949, Kempe became Con-. 
ductor of the Dresden State Orches- 
tra and Deputy Generalmusikdirektor. 
In 1950, he succeeded Joseph Keil- 
berth as Director. 

In the book ‘Staatskapelle Dres- 
den’ (Eberhard Steindorf & Dieter 
Uhrig, Henschel-Verlag’Berlin. 1973), 
Kempe writes: ‘‘What a richly reward- 
ing time we have had together! Many 
splendid people, instrumentalists and 
singers, have put all their energies 
into restoring the opera and the or- 
chestra, and continuing the great 
Dresden tradition. That | was able to 
play a part in this, even later when | 
was no longer Director and came to 
Dresden only for guest appearances, 
is for me one of the most gratifying ex- 
periences of my professional career 

. May our own ‘old love’ be pre- 
served and grow, for as long as fate 
may allow.” 

Richard Strauss’s choice of the hero 
of Cervantes’ 17th Century novel ‘‘Don 
Quixote de la Mancha’’ as a subject 
for symphonic variations is surprising. 
Don Quixote’s tragic madness and 
Cervantes’ brilliant satire on the ex- 
piring age of chivalry under Spanish 
feudalism of the 16th Century stimu- 
lated Strauss’s imagination. He saw 
the genius who builds castles in the 
air aS a symbol of all those who go 

through life clutching an illusion. 
The mockery in the Strauss ‘‘Qui- 

xote’ is not so much criticism of 
society as irony directed by the com- 
poser against himself. ‘‘It is highly or- 
iginal, completely new in its coloring, 
and a most amusing exhibition of all 
muttonheads who, however, not real- 
izing this, actually laughed at it,’’ the 
composer wrote his mother in 1898, 
the year of the work’s premiere in 
Cologne. 

‘Fantastic Variations on a Theme 
of Knightly Character’ is the subtitle 
Strauss gave the work. Just as in 
“Till Eulenspiegel’ he preserved the 
classical form with a Rondo, he does 
the same here with a set of variations. 
However, these are no strict varia- 
tions, closely linked to the theme. 
Strauss does not vary the theme—or 
rather the two themes, one depicting 
Don Quixote and the other his com- 
panion Sancho Panza. He merely 
casts new aspects of them into relief. 

The eccentric melody denoting the 
grotesque knight is given to the solo 
cello. The artful countryman’s tune 
denoting his companion goes briefly 
to the bass clarinet and tenor tuba, 
and then to the viola. The score is 
marked by witty allusions and scintil- 
lating contrasts of voices and moods, 
from an uninhibited roar of laughter 
to painful renunciation. When the 
composer finally abjures mockery 
after this whirl of vivid transforma- 
tions, he leads us into a mellow, lyri- 
cal, meditative epilogue. With the 
cantilena of the solo cello, Strauss 
takes an emotional leave of his hero. 

Strauss leaves nothing undone to 
illustrate the Spanish classic with all 
the graphic musical means at his dis- 
posal. For the knight to be heard 
tilting against windmills, being con- 
fronted with flocks of bleating sheep, 
and flying through the air (Variations 
I, Il and VII, respectively), illustrative 
effects had to be given a much 
greater role than in his earlier works. 
Yet neither Strauss’s pleasure in cre- 
ating these effects nor his scintillating 
instrumentation diminishes the intel- 
lectual richness of the score, which 
remains supple, springy and open. 

Throughout the work one comes upon 
sections of chamber-music transpar- 
ency, orchestrated with a most indi- 
vidual feeling for sound. 

The recurrent metamorphoses of — 
thematic material and the unmistak- 
able inward glow of the music elevate 
this rich work to those border regions . 
where art and virtuosity meet. 

As a guideline to the listener: The 
Introduction portrays the onsetting 
madness of the hero. The Knight and 
Squire Themes are heard. Variation |: 
Knight and Squire commence their 
journey, and Don Quixote tilts with 
windmills which he mistakes for mon- 
strous giants. Il. Quixote charges a 
flock of sheep, believing them an in- 
vading army. Ill: Knight and Squire 
discuss womanhood and knight er- 
rantry. IV: Quixote sets upon a band 
of religious pilgrims whom he takes 
to be robbers and ruffians. They give 
him a thorough drubbing. V: Quixote 
dreams of the lady Dulcinea. VI: Qui- 
xote supposes a peasant girl to be 
Dulcinea, transformed by enchanters 
into a common wench. 

Variation VII: The blindfolded Don 
and Sancho sit astride a wooden 
horse while a bellows blows upon 
them. Village tricksters persuade 
them they are flying through the air. 
VIII: Riding an oarless boat, the two 
capsize in a waterfall but reach the 
shore in safety. IX: Quixote mistakes 
two monks for sinister magicians and 
victoriously drives them to flight. X: A 
well-meaning friend disguises himself 
as the Knight of the White Moon and 
defeats the Don in a joust. His condi- 
tion of victory is that the Don return 
home and give up knight errantry for 
a year. Epilogue: Restored, for good 
or ill, to sanity, Don Quixote returns 
to his home and a peaceful death 
in bed. 

SIDE ONE 
(20:07) 

DON QUIXOTE, OP. 35 (Beginning) 
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DON QUIXOTE, OP. 35 (Conclusion) 

Variations (1Vthrough X)—Finale 
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